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on	 violin	 technique	 has	 remained	 his	 most	 notable	 published	 work.	 This	 thesis	
determines	the	fingering	principles	implicit	in	Louis	Spohr’s	treatise	that	would	manifest	
themselves	in	a	violinist	if	his	Violinschule	were	applied	as	a	tutor.	The	opening	chapter	






exercises	provided	 in	 the	Violinschule.	 The	 retrieved	principles	 are	 then	 sorted	 into	 a	






Violin	 Concerto	No.	 9,	 as	 presented	 in	 the	Violinschule,	 edited	 by	 himself,	 his	 student	












































Karl	 Traugott	 Goldbach	 from	 the	 Spohr	 Museum	 and	 Internationale	 Louis	 Spohr	
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The	 study	 of	 violin	 fingering	 in	music	 history	 is	 an	 important	 analytical	 process	 that	
establishes	 a	 link	 between	 composition	 and	 performance.	 It	 supplies	 information	








chin	 rest,	 amalgamating	 the	 French	 and	 German	 schools	 of	 playing,	 and	 his	
interpretations	of	his	own	and	other	composers’	works.	These	elements	are	all	noticeable	
























inferred	 rules	 are	 then	 applied	 to	 the	 analysis	 of	 selected	 Spohr	 compositions	 to	
determine	the	hierarchy	of	the	rules,	the	effects	of	the	chin	rest	on	Spohr’s	own	fingering	












the	 form	 of	 a	 travel	 diary	 and	 recollections	 of	 musical	 encounters.	 Although	 Spohr’s	





















Forgotten	 Master.6	 Although	 a	 newfound	 interest	 in	 his	 compositions	 has	 emerged	

















around	 1820.	 The	 addition	 of	 the	 chin	 rest	 to	 the	 instrument	 is	 understood	 to	 have	
















Spohr’s	 treatise	 was	 an	 important	 guide	 for	 teachers.	 It	 was	 hailed	 a	masterpiece	 of	
education	in	its	day,	including	by	Spohr	himself,12	and	proof	of	its	sustained	relevance	is	









notes	 in	 a	 passage	 on	 the	 violin,	 as	 well	 as	 the	 execution	 of	 these	 decisions.	 Violin	
fingering	 can	 be	 suggested	 by	 (i)	 the	 composer,	 (ii)	 the	 editor	 of	 the	 score,	 (iii)	 the	
performer	or	(iv)	a	teacher.	In	each	case	the	fingering	serves	a	slightly	different	role.	The	
(i)	 composer	 suggests	 a	 fingering	 to	 create	 a	 specific	 effect	 he	wants	 achieved	 and	 is	


























































175018	 demonstrates	 the	 role	 of	 the	 violin	 in	 Leopold	Mozart’s	 chamber	music.	 Even	





their	own	 style	of	playing,	 inspired	by	 the	 Italians.	The	French	were	 late	bloomers	 in	



































the	 influence	 of	 established	 traveling	 soloists	 helped	 forge	 an	 international	 style	 of	
playing,	merging	 the	 Italian,	 French	 and	 German	 schools	 through	 the	 combination	 of	
methods.	
	
Regarding	 the	development	of	 the	violin	hold,	 early	 illustrations	 containing	 images	of	









The	 violin-hold	 also	 influenced	 fingering	with	 regards	 to	 position	 shifting.	 Very	 little	
information	about	the	mechanics	of	position	shifting	appears	in	tutors	of	the	eighteenth	
and	early	nineteenth	centuries.		What	is	known	is	that	the	eighteenth-century	violin-hold	






hand	 when	 shifting,	 no	 doubt	 due	 to	 the	 left	 hand	 supporting	 the	 violin	 before	 the	
technique	of	added	chin	pressure	became	the	norm.	For	ascending	shifts,	the	thumb	is	














In Stowell’s description of position changing he states: 
Upward shifts generally caused few problems, for if anything they increased the stability of the 
instrument against the player’s neck thanks to the movement of the hand up the fingerboard towards the 
body. However, downward shifts, particularly when without the help of a chin rest or even a chin-based 
grip, required a special technique of the left hand; because of its semi-supporting role, the left hand was 
generally more in contact with the violin than in modern playing and thus had to crawl back from the 
high positions ‘caterpillar fashion’, and invariably between bow strokes, through skilful manipulation of 
the thumb, index finger and wrist.28 
 
During	 the	 nineteenth	 century	 the	 violin	 hold	 and	 posture	 of	 playing	 had	 become	
standardized	with	the	influence	of	Viotti	and	the	French	school.29	Spohr’s	version	of	the	







































As	 for	 interpretive	 printed	 fingering	 in	 the	 violin	 repertoire,	 during	 the	 eighteenth	
century	 the	 composer	 was	 more	 often	 than	 not	 also	 the	 performer,	 and	 therefore	





to	 include	 more	 detailed	 fingering	 to	 indicate	 the	 composers’	 intentions	 for	 the	
performance.37	Although	 this	was	a	 custom	 initiated	by	Viotti,	he	himself	was	not	 too	
concerned	with	printing	such	fingerings	in	his	scores.	
	
In	 the	 Violin	 Concerto	 No.	 23	 in	 G	 Major,38	 for	 example,	 he	 excludes	 all	 expressive	




















in	 violin	 music	 publication.39	 So	 too	 Louis	 Spohr	 indicated	 fingering	 regarding	




particularly	where	 it	 indicated	 position	 changes	 and	 therefore	portamento,	 as	 integral	 to	 their	
conception	of	the	music.	While	a	considerable	degree	of	interpretative	license	for	the	individual	
performer	was	surely	expected,	 the	marked	 fingering	and	bowing	was	clearly	deemed	 to	be	as	










41	 As	 an	 example,	 an	 early	 recording	 of	 Spohr’s	 Violin	 Concerto	 no.	 9,	 Adagio,	 by	 Marie	 Soldat-Roeger	 in	 1920,	
demonstrates	the	frequent	use	of	portamenti,	Marie	Soldat	was	a	student	of	August	Pott,	who	had	been	a	student	of	











Rode’s	 style	 of	 playing,	 “marked	 his	 final	 phase	 as	 a	 student	 of	 the	 violin.”44	 But	




Such	 influential	 elements	 will	 all	 be	 taken	 into	 account;	 however,	 the	 principles	 of	
















exercises	and	 text	of	 the	Violinschule.	 It	 is	 in	 this	significant	work	 that	 the	core	of	 the	













Furthermore,	 the	 rules	 established	 through	 the	 analysis	 are	 applied	 to	 an	 analytical	
comparison	of	five	editions	of	Spohr’s	Concerto	No.	9,	Op.	55	to	determine	their	relevance	
in	a	student-to-teacher	lineage	traced	through	representatives	of	the	German	school	of	





with	 the	 Louis	 Spohr-Gedenk-	 und	 Forschungsstätte	 in	 Kassel.	 The	 Thematisch-
bibliographisches	 Verzeichnis	 der	 Werke	 von	 Louis	 Spohr	 (1981)	 was	 consulted	 for	












personal	 diary,	 one	 can	 deduce	 which	 composers	 and	 performers	 of	 the	 day	 had	 a	
positive	or	negative	influence	on	his	musical	development	and	the	development	of	his	
technique.	 	 Additionally,	 the	Critical	 Biography	 of	 Louis	 Spohr	 by	 Clive	 Brown	 (1984)	









Versuch	 einer	 gründlichen	 Violinschule	 (1756)	 and	 L'Abbé	 le	 fils’	 Principes	 du	 violon	
(1761),	as	well	as	Méthode	de	violon	du	Conservatoire	par	Baillot,	Rode	et	Kreutzer	(1803),	
provide	 background	 knowledge	 regarding	 which	 elements	 of	 these	 methods	 are	
duplicated	in	Spohr’s	Violinschule	and	which	are	his	own	creation.		
	
Similarly,	 a	 perusal	 of	 methods	 of	 Spohr’s	 peers	 and	 students	 provide	 additional	
information.	 Treatises	 such	 as	 Bériot’s	Méthode	 de	 violon	 (1858),	 David’s	Violinschule	
(1863),	Guhr’s	Über	Paganinis	Kunst	die	Violine	zu	Spielen	(1830)	and	Yampolsky’s	The	
Principles	of	Violin	Fingering	 (1967)	are	consulted	for	background	knowledge.	Further	





(1924)	 and	Violin	 Fingering	 (1960)	 both	 by	 Carl	 Flesch,	Theory	 and	 Practice	 in	 Late-












































Chapter	 Eight	 presents	 the	 conclusion	 that	 Spohr’s	 role	 in	 the	 development	 of	 violin	








This	 thesis	 is	 accompanied	 by	 a	 practical	 component,	 consisting	 of	 four	 performance	
recitals.	Initially,	the	recitals	formed	part	of	an	integrated	practical	research	component.	
However,	as	the	analysis	progressed,	the	direction	of	the	study	changed.	In	the	end,	the	
contents	 of	 the	 recitals	 did	 provide	 valuable	 personal	 insights	 into	 the	 expanding	
performance	 techniques	 required	 for	 developing	 violin	 repertoire.	 Even	 though	 the	
recitals	 no	 longer	 formed	 an	 integral	 part	 of	 the	 creative	 research,	 they	 did	 serve	 as	
illustrations	of	these	developments.	
	
The	 first	 performance	 recital,	 on	 10	 April	 2015,	 consisted	 of	 the	 chamber	 music	
repertoire.	 Trio	No.	 3	 in	 A	Major	 from	Drei	 Trios	 für	 Cembalo,	 Violine	 und	 Violoncello	
(1750)	by	Leopold	Mozart	,	the	String	Quartet	in	C	Major	Op.	20	No.	2	(1772)	by	Joseph	






fingering	 in	 the	 printed	 violin	 repertoire	 and	 Spohr’s	 concerto	 formed	 part	 of	 the	
comparison	with	the	pre-chin	rest	compositions.	
























































He	 may	 rest	 satisfied	 with	 the	 preliminary	 assurance,	 that	 at	 all	 times,	 either	 the	 most	
convenient	Positions	have	been	chosen,	or	if	not	so,	then	those	with	which	the	passages	where	
they	are	indicated	can	be	brought	out	in	the	clearest	and	most	harmonious	manner.	When	the	















he	 urges	 the	 parents	 to	 find	 a	 teacher	 who	 would	 “strictly	 adhere	 to	 the	 directions	






























	 Upbow	 poussé	(Fr.)	 	
WB	 Whole	bow	 G.B.	 ganze	Bogenstriche	
SB	 Short	bow	 KSt.	 kurze	Bogenstriche	
TB	 Third	of	bow	 	 Dritteil-Striche	
SBu	 Short	bow	(upper	part)	 KSto.	 kurze	 Bogenstriche	 im	
oberen	Teil	des	Bogens	
SBm	 Short	bow	(middle	part)	 KStm.	 kurze	 Bogenstriche	 im	
mittleren	Teil	des	Bogens	
HBu	 Half	bow	(upper	half)	 HBo.	 halbe	 Bogenstriche	 im	
oberen	Teil	des	Bogens	
HBm	 Half	bow	(middle	part)	 HBm.	 halbe	 Bogenstriche	 im	
mittleren	Teil	des	Bogens	








sul	I/II/III/IV	 String	indicator	 Sopra	la	 Sopra	la	1/2/3/4za	
dim.	 	 dimin.	 diminuendo	






















based	 grip,	 facilitating	 the	 frequent	 changes	 in	 position	 of	 the	 left	 hand.57	 This	 is	









In	 Part	 II	 the	 student	 learns	 to	 interact	 with	 the	 violin	 and	 Spohr	 gives	 theoretical	































































The	 fourth	 finger	 is	 introduced	only	 later,	on	page	34.64	 If	 the	 fourth	 finger	had	 to	be	




















































































19	 indicate	 the	 regular	 use	 of	 the	 fourth	 finger,	 even	 though	 this	 section	 focuses	 on	
duration	of	notes	and	bow	movement.	
	










































































































First	Finger	Pattern	 •	 	 •	 	 •	 	 •	
Second	Finger	Pattern	 	 •	 •	 	 •	 	 •	
Third	Finger	Pattern	 	 •	 	 •	 •	 	 •	





































In	 this	 same	exercise,	 the	 choice	between	 fourth	 finger	or	open	 string	under	a	 slur	 is	






























intended,	 the	open	E-string	 in	bar	3	makes	 this	doubtful.	However,	when	 the	open	A-










































In	bar	25	of	 the	 same	exercise	 the	 first	a'	 is	 taken	by	a	fourth	 finger	 in	 the	ascending	
passage.	The	second	pulse	is	completed	on	one	string,	without	using	a	string	crossing,	by	











note	must	never	be	 stopped	with	 the	 little	 finger”.79	His	 reasoning	 for	 this	 is	 that	 the	
fourth	finger	is	shorter	and	therefore	less	agile	than	the	others.	For	all	the	other	fingers,	












































described	 by	 Leopold	 Mozart	 in	 his	 treatise	 Versuch	 einer	 gründlichen	 Violinschule	
(1756).	Spohr	also	indicates	that	he	disagrees	with	the	complexity	of	Leopold	Mozart’s	
system	and	 instead	 adopted	 the	 French	method82	 of	 First,	 Second,	 Third	 etc.	 position	
changes.	
	











































































































passages	 other	 than	 the	 third-position	 instruction	 indicated	 at	 the	 beginning	 of	 the	
exercise.	 If	 one	 follows	 the	 rules	 as	 taught	 up	 until	 this	 point,	 one	 can	 ascertain	 the	
intended	fingering.	
	
As	 the	 student	 has	 not	 yet	 learnt	 to	 shift	 between	 positions	within	 a	 passage,	 and	 is	













































































they	 should	not	be	used,	 in	 contradiction	 to	Paganini’s	 application	of	 the	effect	 at	 the	
time.94			
	
























































and	 easy	manner,	 presents	 the	 additional	 advantage,-	 that	we	 are	 no	 longer	 compelled	 by	 the	













































































finger	on	 the	G-string	alternate	between	 first	 and	second	 finger	once	 the	E-string	has	
been	 reached,	 until	 the	 hand	 arrives	 in	 a	 position	 that	 allows	 for	 the	 top	 note	 to	 be	
reached	by	a	fourth-finger	extension.		
	





























Bars	13	 to	15	 shows	an	ascending	passage	 reaching	a	natural	 e'''	 harmonic	by	 fourth	
finger	 extension	 (as	 in	 Rule	 SCL2).	 The	 open	 E-string	 is	 used	 to	move	 back	 into	 first	
position	and	restart	the	E-major	scale	reaching	the	high	e'''	again	with	a	harmonic.	The	
same	 repositioned	 fourth	 finger	 is	 then	 used	 to	 start	 the	 descending	 scale,	 as	 the	
extension	allows	the	hand	to	remain	in	third	position.110	
	


































As	 the	 extended	 fourth	 finger	 is	 repositioned	at	 the	 start	 of	 the	descending	 scale,	 the	
finger	sequence	that	follows	is	44321	21.	
	

















As	 the	 prescribed	 position	 does	 not	 allow	 for	 the	 Rule	 SCL3	 fingering,	 Rule	 SCL1	 is	

















the	 repositioned	 fourth	 finger	 in	 the	 descending	 passage	 would	 have	 been	 more	




























to	 incorporate	 a	 shift	 and	 to	 end	 the	 previous	 phrase	 on	 the	D-string.	 Therefore,	 the	




























As	the	last	four	semiquavers	in	bar	31	are	a''',	b''',	c♯''', d''' in third position, the second 















From	 the	 fifth	 position	 one	 sees	 an	 extension	 to	 the	 g'''	 and	 repositioning	 of	 the	
descending	 fourth	 finger	 in	bar	35	 (Rule	EXT1).	 	The	passage	 continues	with	another	
descending	semitone	shift	between	second	and	third	fingers	(Rule	SCL9),	as	well	as	a	first	






In	 bar	 37	 one	 sees	 the	 start	 of	 a	 second-finger	 scale	 commencing	 on	 the	 G-string.	
According	to	Rule	SCL6,	a	two-octave	scale	starting	on	the	second	finger	on	the	G-string	
requires	no	shifts.	This	is	demonstrated	here	up	until	the	last	semiquaver	of	the	bar.	On	






































motive	could	be	 that,	because	 the	sequences	moved	 from	third	 to	sixth	position	when	
ascending,	the	return	to	third	position	is	easier	because	of	muscle	memory.	However,	the	

















































fourth	finger,	 the	first	 finger	was	used	on	the	E-string,	 the	g♯''	alone	would	have	been	
placed	on	the	A-string	(making	the	string	sequence	used	in	the	last	beat	E-E-A-E).	Here	
one	finds	a	reminder	of	Rule	EXT4	(Extension	rules	override	Rule	RTZ1(restez)	to	avoid	













the	 fingering	 stayed	 in	 first	 position,	 the	 student	would	 still	 be	 required	 to	 shift	 into	
second	position	at	the	end	of	bar	7	to	prepare	for	the	fifth	position.	If	the	fingering	shifted	
into	third	position	at	the	second	inversion,	it	would	have	resulted	in	repetitive	use	of	the	
fourth	 finger,	as	well	as	an	uncomfortable	shift	 from	third	 to	 fifth	position.	Therefore,	


















































sequence	 restarts.	 The	 second	 crochet	 in	 bar	 34	 is	 taken	 by	 the	 third	 finger	 in	 third	





















b''	 in	 bar	 38	 be	 taken	 with	 a	 fourth-finger	 extension.	 One	 can	 assume	 this,	 as	 the	




































The	 next	 bar,	 still	 in	 fifth	 position,	 takes	 the	 first	 beat	 in	 a	 1231	 sequence.	 The	 f♯''	






















two	beats	 the	hand	 remains	 in	 first	 position.	 The	 two	 groups	 of	 semiquavers	 use	 the	
sequences	 of	 1241	 and	 0131	 respectively.	 Beats	 three	 and	 four	 jump	 back	 into	 third	
position	and	use	the	finger	sequence	of	1241	and	1231	respectively.			
	



























finger	 patterns	 needed.	 Rule	 SEQ1	 (position	 changes	 during	 sequential	 sequences)	 is	
present,	 as	 the	 first	 note	 of	 every	 group	 started	with	 a	 first	 finger	 in	 the	 descending	
chromatic	sequence.	One	also	finds	evidence	of	Rule	STX1,	where	neighbouring	fingers	




Rule	 STX2:	 String	 crossings	 –	 Choose	 a	 fingering	 that	will	 create	 a	 consistent	 string-
crossing	pattern	over	longer	passages.	
	
In	 the	 last	 bar	 of	 the	 exercise	 one	 finds	 a	 repeated	 sequence	 of	 4231	 starting	 on	 the	












































As	 in	 Rule	 ARP3,	 this	 descending	 arpeggio	 passage	 uses	 an	 earlier	 shift	 of	 a	 smaller	



























Bar	21	prepares	 the	hand	by	 shifting	directly	 from	 first	 to	 fourth	position	on	 the	 last	
semiquaver.	The	 tenth	 interval	 of	 e''	 to	 g'''	 is	 taken	between	 the	 first	 finger	 in	 fourth	
position	 and	 an	 extended	 fourth	 finger.	 For	 the	 ascending	 scale	 of	 tenths,	 the	 fingers	

















































could	 have	 easily	 extended	 the	 fourth	 finger	 to	 the	 c'''	 to	 form	 the	 first	 tenth	 of	 the	















Rule	 INT2:	 Intervals	–	Scales	of	 tenth	 intervals	 should	be	 taken	 in	higher	positions	 to	
decrease	 the	 distance	 of	 the	 extension	 between	 the	 first	 and	 fourth	 fingers	 where	
possible.	
	















In	 this	 way	 an	 imaginary	 note	 becomes	 the	 reference	 note	 of	 the	 targeted	 position,	
















































































































During	 Exercise	 50	 the	 application	 of	 Rules	 POS4	 and	 POS5	 are	 rehearsed.	 However,	


















































































































































































































the	 rules	 formulated	 during	 the	 earlier	 exercises.	 As	 the	 double	 stop	 rules	 have	 to	
consider	 finger	 patterns	 over	 multiple	 strings,	 they	 will	 be	 kept	 separate	 and	 not	
incorporated	 into	 earlier	 rules.	 This	 will	 make	 referencing	 the	 specific	 aspects	 of	
fingerings	summarized	in	the	rules	more	precise.	
	
Once	again,	 the	 first	exercise	 in	this	new	technique	 is	already	very	challenging	for	the	
student.	 By	 the	 third	 bar	 the	 student	 is	 expected	 not	 only	 to	 play	 two	 notes	





























































































fingers	 (3+1)	 on	 the	 b'	 to	 d''	minor	 third	 to	 the	 fourth	 finger	 on	 the	 c''.	 The	 second	
occurrence	 is	 taken	 by	 the	 fourth	 finger	 on	 c♯'',	 shifted	 a	 semitone	 higher	 from	 the	
previous	interval,	and	the	second	finger	on	e''	in	third	position.	The	fourth	finger	is	then	













Again,	 this	 action	 would	 have	 created	 an	 extra	 position	 change	 and	 therefore	 have	
















for	 the	 suggested	 fingering	 is	 not	 clear.	 It	 is	 possible	 that	 a	 rhythmic	 effect	 was	 the	































In	bar	6	of	 the	accompanying	 line	the	 first	new	technique	 is	 indicated.	Here	a	tenth	 is	













































first	 position	 before	 shifting	 into	 third	 position	 on	 the	 second	 beat.	 The	 familiar	
descending	thirds	pattern	appears	(4+2,	3+1,	0+4),	but	then	the	bow	moves	over	from	
the	 current	 A-	 and	 E-string	 combination	 to	 the	D-	 and	A-strings.	 The	 fourth	 finger	 is	
pushed	up	to	take	the	bottom	note	of	the	third	with	a	harmonic	in	extension	on	the	D-




















Rule	 DST5:	 Double	 stop	 –	 During	 double	 stop	 passages	 make	 use	 of	 extensions	 and	




































































































as	an	opportunity	 to	move	 into	 first	position	 (Rule	DST3)	before	proceeding	with	 the	
ascending	thirds	finger	sequence	(Rule	DST7).	During	the	following	bow	change	the	hand	




















	The	 descending	 figure	 in	 the	 upbeat	 to	 bar	 119	 is	 marked	 with	 the	 same	 legato	
articulation.	Here	the	upbeat	forms	an	octave	between	the	first	and	fourth	fingers	and	the	
first	 beat	 of	 bar	 119	 forms	 an	 augmented	 ninth	 interval.	 For	 this	 double	 stop	 to	 be	








not	 provide	 any	 guidance	 in	 the	 form	 of	 fingering	 for	 these	 taxing	 chords.	Where	 no	







































Rule	DST10:	Double	 stop	–	During	octave	 scales	use	 the	 first-finger	 and	 fourth-finger	















The	 following	 Exercise	 59	 consists	 of	 arpeggios	 spread	 over	 three	 strings,	 otherwise	
known	as	broken	chords.	Spohr	chooses	a	fingering	that	allows	the	student	to	hold	each	
beat	down	as	a	stopped	chord.	Spohr	himself	refers	to	the	fingering	as	“the	stops”146	and	































But	 as	 succeeding	 performers	 constantly	 endeavored	 to	 surpass	 their	 predecessors	 in	







































Even	 the	 first	 finger,	which	 in	single	shakes	 is	never	used	(as	none	are	made	on	open	strings),	
cannot	be	spared	in	some	double	shakes.155	
	
From	 these	 initial	 pages	 describing	 embellishments,	 a	 few	 new	 fingering	 rules	 can	
already	be	formulated.	
	
















































Bar	17	of	 the	exercise	 illustrates	a	descending	dominant	 seventh	arpeggio.156	The	 top	
octave	is	played	in	fifth	position	with	the	fourth	finger	in	extension,	after	which	the	hand	
shifts	into	first	position	to	take	the	lower	octave.	The	e''	is	marked	to	be	played	with	an	






















In	bar	2	we	see	 the	hand	shift	 from	third	position	 into	second	position	on	 the	second	
crotchet	beat.	Although	 first	position	could	have	been	maintained	until	 the	end	of	 the	




















































































































Bar	 26	 demonstrates	 the	 same	 use	 of	 sequential	 fingering	 in	 a	 descending	 short	
appoggiatura	passage	with	the	use	of	the	fourth	finger.	
	




Rule	 GRS8:	 Graces	 –	 Use	 sequential	 fingering	 for	 descending	 passages	with	 repeated	
notes	interlinked	with	appoggiaturas.		
	

























































in	 bar	 3	 a	 descending	 line	 is	 written,	 where	 every	 third	 note	 is	 repeated	 with	 a	
substitution	 finger.	The	 finger	sequence	created	 is	432-432-432-432.	The	substitution	
takes	place	between	the	second	and	fourth	fingers	sequentially.	 In	bar	7	a	similar	 line	
again	uses	substitution	on	every	third	note,	but	in	this	example	the	pattern	forms	321-




































done	 to	move	 the	hand	 into	 second	position	 to	allow	 the	 rest	of	 the	bar	 to	be	played	

































































on	 the	 violin,	 such	 as	 double	 stops,	where	more	 than	 one	 finger	 is	 required,	 and	 for	
intervals	and	graces.	
	
Technical	 rules:	 These	 are	 fingering	 rules	 that	 can	be	practised	 in	 technical	 exercises	
without	 a	 musical	 context,	 such	 as	 diatonic	 scales,	 chromatic	 scales,	 arpeggios	 and	
dominant	sevenths.	
	
Pattern	 rules:	 These	 are	 the	 rules	 that	 apply	when	 repeated	musical	 passages	 create	
patterns	 and	 the	 fingering	 matches	 sequentially	 in	 order	 for	 the	 violinist’s	 muscle	
memory	to	take	the	lead.		
	






Category		 Group	 NO.	 Description	
Proximity	 0/4	 OPF1	 Use	fourth	finger	ascending	and	open	string	descending.	
	 0/4	 OPF2	 Use	the	fourth	finger	to	avoid	long	open	E-string	notes.	Rule	OPF2	overrides	Rule	OPF1.	
	 0/4	 OPF3	 Make	 use	 of	 a	 backward	 extended	 first	 finger	 instead	 of	 a	 fourth	 finger	 in	 fast	 semitone	
passages	to	avoid	additional	string	crossings.	
	 0/4	 OPF4	 The	choice	of		fourth	finger	according	to	rhythmical	passages	overrides	Rule	OPF1.	
	 0/4	 OPF5	 Select	 the	 fingering	between	 the	 fourth	 finger	or	open	 string	 that	will	 create	 the	 smallest	
number	of	string	crossings	under	a	slur.	Rule	OPF5	overrides	Rule	OPF4.	
	 Extensions	 EXT1	 Use	the	first	or	fourth	finger	to	take	a	note	from	the	position	above	or	below	without	shifting.	
	 Extensions	 EXT2	 An	extension	to	an	immediate	adjoining	note	under	a	slur	may	not	exceed	a	semitone.	
	 Extensions	 EXT3	 An	extension	to	a	non-immediate	adjoining	note	under	a	slur	may	exceed	a	semitone.	
	 Extensions	 EXT4	 The	extension	rules	override	Rule	RTZ1	(restez)	to	avoid	string	crossings.	
	 Extensions	 EXT5	 Above	sixth	position,	extensions	can	reach	up	to	three	positions	above	the	previous	note.	
	 Extensions	 EXT6	 Use	the	repositioning	of	the	hand	after	an	extension	or	contraction	as	a	position	shift.	
	 Harmonics	 HAR1	 Use	harmonics	to	emphasize	a	note,	e.g.	the	end	of	a	passage	or	scale.	































	 Restez	 RTZ1	 Choose	a	position	that	will	accommodate	the	fewest	number	of	shifts.	











DST2	 During	double	 stop	passages	 choose	 fingering	 that	 creates	 the	 fewest	 number	 of	 position	









































DST14	 In	arpeggiando	or	 chord	 passages,	 choose	 a	 series	 of	 fingerings	 that	 allow	 each	 group	 of	
multiple	stops	to	be	held	as	chords.	
	 Intervals		 INT1	 Scales	 of	 tenth	 intervals	 are	 played	 by	 repeating	 the	 first-	 and	 extended	 fourth-finger	
combination	where	open	strings	are	not	used.	
	 Intervals		 INT2	 Scales	of	tenth	intervals	should	be	taken	in	higher	positions	to	decrease	the	distance	of	the	
extension	between	the	first	and	fourth	fingers	where	possible.	
	 Graces	 GRS1	 During	trills	preferably	use	the	first	and	second	fingers	as	fundamental	fingers,	the	second	
and	third	fingers	as	oscillating	fingers,	and	only	use	the	fourth	finger	during	double	stop	trills	
or	in	a	series	of	consecutive	trills.	
	 Graces	 GRS2	 Use	the	first	finger	only	in	a	double	stop	trill	and	never	in	a	single	trill	with	an	open	string.	
	 Graces	 GRS3	 During	continuous	ascending	trill	passages,	use	the	second	and	third	fingers	sequentially	to	
perform	the	ornament.		
	 Graces	 GRS4	 Double	stop	 trills	are	performed	by	alternating	 the	combinations	of	 third	and	 first	 fingers	
(3+1)	with	the	fourth	and	second	fingers	(4+2).	
	 Graces	 GRS5	 Choose	 a	 fingering	 that	 creates	 an	 earlier	preparatory	position	 shift	 for	 the	 fingers	 to	 fall	
naturally	on	the	descending	line	of	thirds	containing	a	double	stop	trill.	
	 Graces	 GRS6	 During	octave	double	stop	trills	in	first	position	alternate	between	an	open	string	and	third	
finger	combination	and	a	fourth	and	first	finger	combination	(0+3	and	1+4).			




	 Graces	 GRS8	 Use	 sequential	 fingering	 for	 descending	 passages	 with	 repeated	 notes	 interlinked	 with	
appoggiaturas.		
	 Graces	 GRS9	 Use	sequential	fingering	for	turns	in	descending	and	ascending	scale	passages.	
	 Graces	 GRS10	 Ascending	double	stop	turns	use	the	fingering	combination	of	the	ascending	and	descending	
thirds	scales	(Rules	DST4	+	DST7).	
Technical	 Chromatic	 CHR1	 Use	1-1,	2-2,	3-3	finger	slides	for	chromatic	scales.	
	 Chromatic	 CHR2	 Avoid	fourth	fingers	in	succession	during	chromatic	scales.	
	 Chromatic	 CHR3	 Avoid	open	A-	and	E-strings	as	far	as	possible	during	chromatic	scales.	
	 Chromatic	 CHR4	 Never	use	the	same	finger	three	times	in	succession	during	chromatic	scales.	
	 Chromatic	 CHR5	 Once	reaching	the	E-string,	alternate	the	first	and	second	fingers	chromatically	until	a	pitch	is	
reached	close	enough	to	the	top	note	to	refer	back	to	standard	chromatic	fingering.	
	 Scales	 SCL1	 Consider	the	top	note	when	choosing	a	finger	sequence	for	ascending	scales	and	arpeggios.	
	 Scales	 SCL2	 In	ascending	passages	select	a	lower	position	(a	position	below	the	top	note)	if	the	top	note	
can	be	reached	with	a	semitone	extension	or	extended	harmonic.		
	 Scales	 SCL3	 Ascending	three-octave	scales	starting	on	the	open	G-string	or	second	finger	on	the	G-string,	
alternate	between	first	and	second	finger	once	the	E-string	has	been	reached,	until	the	hand	
arrives	in	a	position	that	allows	for	the	top	note	to	be	reached	by	a	fourth-finger	extension.		




	 Scales	 SCL5	 Ascending	scale	Rules	SCL3	and	SCL4	also	apply	to	scales	starting	in	their	higher	octaves.	
	 Scales	 SCL6	 Where	possible,	 two-octave	diatonic	 scales	 start	on	 the	 second	 finger	on	 the	G-string	and	
require	no	shifts.	
	 Scales	 SCL7	 A	scale	that	made	use	of	a	fourth-finger	extension	uses	the	finger	sequence	of		44321	21	while	
descending	on	the	E-string.	
	 Scales	 SCL8	 In	descending	lines	a	semitone	position	shift	can	use	repeated	fingers,	such	as	4-4	or	1-1.	
	
	 111	
	 Scales	 SCL9	 In	descending	 lines	a	position	change	between	semitones	shifts	between	second	and	third	
finger	in	a	432	321	sequence.	
	 Scales	 SCL10	 A	scale	that	did	not	make	use	of	a	fourth-finger	extension	uses	the	finger	sequence	of	4321	
321	while	descending	on	the	E-string.	
	 Scales	 SCL11	 Incorporate	a	position	shift	to	avoid	large	string	crossings	in	upcoming	phrases.	
	 Scales	 SCL12	 During	ascending	lines	a	semitone	position	shift	can	use	a	2-2	repeated	finger.		
	 Scales	 SCL13	 Descending	three	octave	scales,	shifts	per	octave.	
	 Arpeggio	 ARP1	 Use	repeated	notes	as	a	position-shifting	opportunity.	
	 Arpeggio	 ARP2	 Use	first	finger	to	shift	between	positions	during	intervals	of	thirds	and	fourths	in	arpeggios.	
	 Arpeggio	 ARP3	 During	ascending	arpeggios	choose	an	earlier	smaller	position	shift	to	prepare	for	a	later	first	
finger	position	shift.	
	 Arpeggio	 ARP4	 Choose	a	fingering	sequence	creating	a	mirror	effect	by	using	the	same	fingers	and	shifts	for	
ascending	and	descending	passages	in	arpeggios.	
	 Arpeggio	 ARP5	 Select	a	closer	position	shift	if	the	top	note	can	be	reached	with	an	extended	fourth	finger.	
Rule	ARP5	overrides	Rule	ARP2.	
	 Arpeggio	 ARP6	 Ascending	 three-octave	 arpeggios	 starting	on	 the	 first	 finger	 shift	 on	 every	 third	note	 (or	
tonic),	 forming	 the	 finger	 sequence	131	131	131	4,	 or	 in	 the	 case	of	 the	 top	note	being	a	
harmonic	131	131	134	4.	










Patterns	 Sequential	 SEQ1	 Position	changes	are	used	during	sequential	passages	to	allow	the	same	finger	sequences.	


















	 Rhythm	 RTM1	 Choose	 fingering	 that	would	 create	 logical	 rhythmical	 patterns	when	 shifting	 or	 crossing	
strings.	



































shift	 down	 to	 first	 position	 under	 a	 similar	 slur	 to	 match	 the	 first	 one	 in	 character.	
Therefore,	Rule	STC1	is	in	use.	
	
Thus	 far,	 in	 the	opening	 theme	 the	 expressive	 fingering	 is	 dominant.	 Two	portamenti	































In	 the	 following	 bar	 the	 hand	 shifts	 back	 into	 third	 position	 on	 the	 a''	 as	 part	 of	 an	
ascending	line,	which	adheres	to	Rule	SCL3.	The	second	half	of	the	bar	shifts	from	the	
third	finger	in	third	position	to	the	fourth	finger	in	fifth	position	on	the	second	last	triplet	






















This	 variation	 is	 more	 focused	 on	 bowing	 technique;	 however,	 some	 fingering	 rules	
emerge.	At	the	beginning	of	bar	3	the	hand	is	in	half	position,	after	which		it	shifts	into	
first	position.	This	allows	a	position	per	half	bar	and	is	compliant	with	Rule	RTZ1.	The	



















































































position	 for	 the	 fourth	 finger	 to	 take	 the	g''',	 leaving	 the	hand	 in	position	 to	play	 the	






















































descending	thirds	scale	(Rule	DST4).	The	start	of	bar	2	 is	without	 indicated	 fingering;	
however,	the	double	stop	trill	demands	that	the	hand	be	in	first	position	(Rule	GRS4).	The	
end	of	bar	2	moves	into	third	position	to	prepare	for	the	double	vibrato	at	the	start	of	bar	








uses	 the	 descending	 thirds	 fingering	 (Rule	 DST4)	 before	 reaching	 first	 position.	 The	







study	 is	meant	 as	 an	 exercise	 in	 string	 crossing.	 “The	 8th	 variation	 consists	 chiefly	 of	






























Variation	 IX	 is	 an	 expressive	 eight-bar	 exercise	 full	 of	 written-out	 graces	 and	
embellishments.	With	the	con	espresione	indication,	one	can	expect	expressive	fingerings	












CHR3	 and	 CHR4.	 The	 second	 half	 of	 the	 bar	 uses	 the	 fingering	 of	 Rule	 ARP7	 in	 an	
ascending	arpeggio	before	moving	into	sixth	position	to	reach	the	top	note	on	the	fourth	
finger	(Rule	SCL1).	The	connection	between	bars	3	and	4	utilizes	Rule	SCL8	twice	in	a	





























































The	 first	 half	 of	 bar	 3	 uses	Rule	RTM1	 to	 create	 a	 rhythmical	 shift	 and	prepare	 for	 a	







Bar	 5	 starts	 in	 fifth	 position	 and	 shifts	 into	 third	 position	 only	 on	 the	 last	 three	





the	penultimate	 group	of	 semiquavers.	Bar	6	 shifts	 into	 second	position	 (Rule	RTZ1),	
before	applying	Rules	ARP2	and	SCL1	for	an	ascending	C#	Major	arpeggio.		
	

























The	application	of	 the	 rules	 in	Exercise	66	highlights	 the	preference	 for	 certain	 rules.	
Naturally,	the	operational	rules	can	only	be	applied	when	the	written	music	demands	it,	










The	 position	 changing	 rules	 revolved	 around	 POS1,	 with	 Rules	 POS2	 and	 POS3	 not	
mentioned	 during	 the	 analysis	 of	 Exercise	 66.	 Rules	 POS2	 and	 POS3	 were	 not	
contradicted	and	could	simply	have	been	incorporated	into	the	ascending	or	descending	
passages,	which	 fall	 under	 the	 rules	 for	 scales.	As	 the	 restez	Rule	RTZ2	enforces	Rule	
RTZ1,	 it	 was	 not	 contradicted	 during	 this	 exercise.	 RSTZ1	 was	 contradicted	 where	



























Of	all	 the	 rules,	 the	most	dominating	were	Rules	EXT1,	POS1,	RTZ1	and	SCL1.	At	 this	
juncture	of	the	Violinschule	the	expressive	fingering	has	been	introduced	and	applied,	but	
not	 yet	 been	 fully	 employed,	 and	 thus	 the	 proximity	 and	 technical	 fingerings	 have	
remained	dominant.	Variation	XI	provided	a	sample	of	how	expressive	fingering	could	











In	Part	 III	 of	 the	Violinschule	 Spohr	explains	 the	difference	between	a	 “correct”	 and	a	
“fine”	style	of	playing.168	
	
Under	 a	 “correct”	 style	 of	 playing	 he	 lists	 technical	 aspects	 such	 as	 intonation,	 exact	








discussed	 thoroughly	with	 regards	 to	 their	degree	of	 intensity	or	 frequency	of	use.	 In	
other	words,	 the	characteristics	of	 the	style	and	musical	 tastes	of	 the	period	have	not	























First,	 the	 student	 has	 to	 “seek	 the	 most	 favourable	 Positions	 for	 vanquishing	 the	



































takes	 place	 in	 bar	 3.	 This	 portamento	 is	 not	 coincidental,	 as	 a	 clean	 shift	 could	 have	









































































































































In	bar	19	a	small	portamento	 is	 followed	by	an	even	bigger	 interval	of	portamento	by	
repositioning	the	hand	especially,	to	slide	the	fourth	finger	from	first	to	fourth	position.	
Bar	21	 indicates	a	similar	small	portamento,	but	bar	22	 leaves	the	 interval	of	a	 fourth	




















































The	 number	 of	 audible	 shifts	 indicated	 through	 fingering	 and	 text	 throughout	 the	

















the	 finger	 upon	 a	 note,-	 in	 short,	 from	 everything	 appertaining	 to	 the	 embellishment	 of	
Solo	playing,	and	which,	if	transferred	to	the	Orchestra,	would	destroy	all	unity	of	performance.183	
	












As	 mentioned,	 Clive	 Brown’s	 comparisons	 of	 Rode’s	 original	 text,	 the	 version	 in	 the	
Violinschule	 and	 an	 edited	 edition	 by	 Spohr’s	 student,	 Ferdinand	David,	 revealed	 that	

















are	 constantly	 in	 danger	 of	 drawing	 the	 Violin	 from	 under	 the	 chin,	 or	 at	 least,	 by	moving,	 of	
disturbing	 the	 tranquillity	 of	 the	 bowing.	 These	 inconveniences	 the	 fiddler-holder	 perfectly	
remedies;	and	besides	a	means	of	supporting	the	Violin	in	a	firm	and	easy	manner,	presents	the	
additional	advantage,	-	that	we	are	no	longer	compelled	by	the	pressure	of	the	chin	on	the	belly	or	











This	 description	makes	 sense,	 as	 the	 original	 design	 for	 the	 chin	 rest	 emerged	 as	 an	
extension	of	Spohr’s	idea	of	a	shortened	tailpiece189	and	first	appeared	above	the	tailpiece	








































the	 analysis	 of	 pre-chin	 rest	 compositions.	 The	 works	 composed	 in	 1807	 and	 1808	
respectively	 combine	 elements	 of	 technical	 passages	 and	 lyrical	 expressionism.	 The	
twelve-	to	thirteen-year	gap	before	the	invention	of	the	chin	rest	allows	for	enough	time	
to	 have	 elapsed	 to	make	 the	 comparison	 relevant.	 Furthermore,	 both	 of	 the	 selected	
works	bear	the	signs	of	similar	external	stylistic	compositional	influences.	
	
The	 Potpourri	 Op.	 22	 No.	 2	 in	 B	 flat	 Major	 was	 composed	 during	 Spohr’s	 period	 as	
concertmaster	at	the	court	of	Gotha	in	1807.	The	composition	dates	from	a	year	after	his	
marriage	 to	 the	 harpist,	 Dorette	 Scheidler.	 The	 couple	 often	 toured	 and	 performed	
together	throughout	Europe.	1807	was	a	productive	year	for	Spohr.	During	this	year,	he	





A	potpourri	 is	an	 instrumental	piece	consisting	of	a	collage	of	known	musical	 themes.	




orchestra	 or	 piano	 was	 available.	 They	 allowed	 Spohr	 as	 a	 performer	 to	 display	 his	
technical	skills	as	a	violinist	in	smaller	concert	setups.	
	






















compositions,	 Spohr	 himself	 premiered	 the	 work	 as	 part	 of	 a	 concert	 tour	 in	
Sondershausen	on	9	January	1809.203	Op.	28	is	an	example	of	Spohr’s	lyricism	in	early	
Romantic	 style;	1809	was	also	 the	year	Spohr	completed	Alruna,	die	Eulenkönigin,	his	




The	 opening	 of	 the	 first	 movement,	 Allegro,	 sounds	 like	 a	 direct	 reference	 to	 The	






guitar	 effects	 in	 orchestration,	 creating	 a	 movement	 that	 is	 folk-like	 and	 Spanish	 in	




























































































a	 similar	 capacity	 to	 the	 Andante	 con	 espressione	 section	 in	 Potpourri	 by	 creating	
expressive	 tone	 colours	 and	 	 portamento	 effects.	 The	 portamenti	 harmonics	 and	
avoidance	of	string	crossings	also	appear	in	the	third	movement,	but	harmonics	are	here	

















position	 (STC1).	 Bar	 351	 is	 repositioned	 to	 start	 on	 the	 first	 finger	 in	 sixth	 position	







In	 Concerto	 No.	 6	 passages	 making	 use	 of	 extension,	 repeated	 notes	 and	 sequential	


















Potpourri	 is	 this	 the	case	and	clear	 fingering	 indications	of	position	changes	are	given	






























restez,	 are	not	 the	preferred	 fingerings	 for	 these	works.	Furthermore,	 the	use	of	open	
strings	and	harmonics,	which	could	assist	with	shifting,	is	rather	employed	for	expressive	

































































































































































































Fingering	 for	 the	patterns	does	not	 contradict	 any	of	 the	 formulated	 rules.	Unlike	 the	









































































































Spohr	was	 thought	 to	have	 invented	 the	chin	 rest.	 It	 is	 also	 significant	because	of	 the	
various	editions	that	are	available	for	comparison.		
	
The	 first	 edition	 of	 1822	 is	 an	 example	 of	 the	 fingering	 before	 the	 Violinschule	 was	
written.	 Additionally,	 the	 revised	 version	 for	 solo	 violin	 and	 accompaniment	 as	 it	 is	
written	 in	 the	Violinschule	 (1832)	 is	 available	 for	 comparison.	 From	 the	University	of	
Leeds	Collection	of	Historical	Annotated	String	Editions	(CHASE),	a	version	containing	
annotations	by	Ferdinand	David212	during	his	studies	with	Spohr	(1823-5)	provides	an	













212	 The	 first	 page	 of	 this	 version	 of	 the	 first	 edition	 is	missing.	 According	 to	 the	 University	 of	 Leeds	 Collection	 of	
Historical	Annotated	String	Editions	(CHASE),	it	seems	possible	that	the	annotations	were	made	during	David's	period	










































































The	 Schradieck	 editions,	 Editions	E	 and	F,	 indicate	 an	 earlier	 position	 shift	 into	 third	






































c♯'',	 creating	 a	12	1234	 sequence	 into	 fifth	position,	which	 is	 indicative	of	Rule	SCL4.	
However,	SCL1	is	the	dominant	rule	in	these	examples.	The	exact	fingering	is	repeated	
sequentially	in	bar	107/184	(Rule	SEQ1).	The	third	ascending	scale,	in	bar	109/186,	is	








STC1).	 In	 the	second	half	of	 the	descending	bars,	bars	106/183	and	108/185,	 the	4-4	
semitone	descending	fingering	is	used	as	in	Rule	SCL8.	Bar	110/187	is	an	exception.	The	
indicated	 fingering	 breaks	 the	 sequential	 pattern	 and	 utilizes	 a	 later	 shift	 into	 first	




























Bars	 153/246	 to	 155/248	of	 Edition	A	 choose	 to	move	 into	 third	 position	 on	 the	 d'',	























fifth	(Rule	POS3)	 in	bar	154/247.	This	 forces	 the	hand	to	shift	numerous	times	 in	 the	




















position,	 it	 is	assumed	the	hand	has	not	shifted	into	another	position.	 	All	three	scales	










































































can	 conclude	 that	 while	 the	 David	 editions	 correspond	 with	 the	 Violinschule,	 the	
Schradieck	editions	prefer	rhythmical	shifts	rather	than	taking	into	account	the	top	note	
of	the	passages	when	selecting	fingering.	Also,	the	idea	that	Spohr	insists	on	starting	two-






























































































Enough	 evidence	 emerges	 from	 the	 comparisons	 to	 establish	 that	 the	 ascending	
chromatic	fingering	method	of	Spohr’s	choosing	did	not	last	through	the	teaching	lineage.	


























































to	 arpeggios	 as	 well.	 The	 fourth	 finger	 is	 indicated	 on	 the	 b''	 and	 again	 on	 the	 c''';	
although	this	could	have	been	indicative	of	an	extension	rather	than	a	shift,	there	is	no	
















B	 major	 arpeggio	 and	 repeating	 the	 descending	 passage	 fingering.	 Even	 though	 the	
Violinschule	 does	 not	 include	 fingering	 instructions	 for	 this	 passage,	 by	 following	 the	






























































































Bar	 21/75	 of	 the	 first	movement	 contains	 an	 ascending	 dominant	 seventh	 in	 second	
inversion.	Two	shifts	occur	during	the	first	bar.	First,	the	first	finger	is	shifted	into	third	
position	on	the	c♯'.	Directly	after	that,	the	second	finger	is	shifted	from	d'	to	f'	into	fifth	




















position	 with	 the	 top	 note	 reached	 with	 an	 extended	 fourth	 finger,	 facilitated	 by	 a	
preparatory	shift	(POS4).	The	dominant	seventh	then	starts	with	the	fourth	finger	on	the	




























































to	 occur	 between	 third	 fingers	 in	 descending	 diminished	 sevenths,	 regardless	 of	 the	























































Bar	175/268	 indicates	an	open	A-string	be	 taken	without	 shifting	 from	third	position	
(Rule	OPF5).	The	hand	is	 in	third	position	at	the	start	of	bar	176/269.	A	quick	shift	 is	




the	 open	 strings,	 they	 are	 utilized	 to	 maintain	 the	 position	 of	 the	 hand	 or	 to	 create	
opportunities	for	shifting,	as	in	bar	177/270.	
	































































Bar	 39/46	 indicates	 a	 seemingly	 unnecessary	 jump	 back	 from	 third	 position	 to	 first	
position.	This	prepares	the	hand	to	start	the	opening	theme	again	in	first	position	as	with	
bars	1/5	and	2/6.	This	time,	however,	a	more	expressive	fingering	is	chosen	and	a	shift	
is	made	 into	 third	 position	 to	 take	 the	 e''.	 	 There	 is	 a	 possibility	 that	 the	 fingering	 is	










Bars	 139/165	 to	 142/168	 of	 Edition	 A	 indicate	 numerous	 open	 strings	 during	 an	































to	 fourth	position	 instead	of	 fifth.	Now	 the	 b''	 is	 taken	with	 a	 fourth	 finger	 extension	























an	 extended	 fourth	 finger.	 The	 rest	 of	 bar	 62/71	 alternates	 between	 first	 and	 third	





















































































































(see	 Figure	 250).	 As	 pointed	 out	 in	 the	 previous	 discussion	 on	 this	 passage,	 all	 the	
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the	 highest	 note	 can	 be	 reached	with	 an	 extended	 fourth	 finger.	 Furthermore,	 it	was	
concluded	 that	 the	whole	descending	 line	could	have	remained	 in	 fourth	position	and	
crossed	over	to	the	A-string.	Edition	C	contains	a	pencilled	restez,	confirming	the	idea	of	






















































































































































































Similarly,	 in	bars	148/174	and	149/175	of	 the	 third	movement,	Edition	A	 indicates	a	























Throughout	 the	 editions	 it	 seems	 the	 use	 of	 harmonics	 is	 mainly	 employed	 as	 a	
portamento	 effect	 rather	 than	 for	 emphasis.	 The	 use	 of	 these	 portamento	 harmonics	























tone	 instead	of	a	semitone,	as	 in	 the	other	editions.	Even	though	the	shift	 is	a	slightly	











The	 fingering	 of	 Editions	 E	 and	 F	 contradict	 Edition	 A,	 since	 bar	 13/67	 starts	 on	 an	















Here,	 in	bar	36/90,	 the	hand	is	moved	into	fourth	position	and	the	f'''	 in	bar	37/91	is	


















hand	from	third	position	to	 fifth	with	the	 fourth	 finger	placed	 	on	e''	 (POR1).	An	even	
further	portamento	 appears	 in	bar	47/101	when	 the	hand	shifts	 from	 first	 to	seventh	



























































































is	 played	 with	 the	 fourth	 finger,	 already	 in	 position,	 before	 the	 hand	 shifts	 to	 third	
position	to	take	the	turn	on	the	e''.	At	the	end	of	bar	6/10	the	hand	is	moved	into	second	




























































































































In	 bar	 100/126	 of	 the	 third	 movement	 of	 Edition	 A,	 and	 the	 corresponding	 bars	 of	
Editions	D,	E	and	F,	the	indication	is	for	the	c♯'	to	be	taken	with	the	first	finger,	whereas	




























































Now	 the	 hand	 alternates	 between	 fifth	 and	 sixth	 position	 to	 allow	 for	 the	 trill	 to	 fall	
between	 the	 second	 and	 third	 fingers.	 The	 fingering	 sequence	 repeats	 in	 lowered	
positions	as	 the	passage	descends	until	bar	28/82.	Edition	D	matches	 the	 fingering	of	













































































































































































































































in	 the	 Schradieck	 editions	 the	 rhythmical	 importance	 of	 the	 fingering	 outweighs	 the	






























































Although	 the	 editions	 compared	 contain	 far	 fewer	 fingering	 indications,	 only	 one	













































































































































































































third	 finger	 taking	 trills	 where	 possible.	 All	 the	 editions	 also	 correspond	 with	 more	












































uses	 a	 crawling	 kind	 of	 finger	 substitution	 between	 second	 and	 third	 finger	 to	 reach	
fourth	position	by	bar	26/30.	The	last	two	semiquavers	of	bar	26/30	are	played	in	first	















































































































Bars	82/159	 to	84/161	of	Edition	A	are	 indicated	 to	be	played	Sopra	 la	4la.	Edition	D	











































to	 reach	 lower	positions	 sooner.	The	Schradieck	editions	also	allowed	 for	portamento	
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with	 the	 exception	 of	 the	 descending	 diatonic	 scales.	 In	 these	 cases,	 the	 Schradieck	
editions	prefer	multiple	shifts	to	reach	first	position	sooner.	Open	strings	became	more	
popular	 in	 the	 Schradieck	 editions	 for	 the	 sake	 of	 fewer	 string	 crossings,	 but	 higher	
positions	became	more	important	for	the	sake	of	timbre.		
	
The	 role	 of	 the	 harmonic	 was	 demonstrated	 to	 be	 an	 expressive	 effect	 linked	 to	
portamento,	rather	than	to	highlight	notes	at	the	end	of	passages.	The	use	of	expressive	






















This	research	aimed	to	 infer	 the	 fingering	principles	 in	Louis	Spohr’s	Violinschule	that	
would	manifest	themselves	in	a	violinist	if	his	treatise	were	to	be	applied	as	a	tutor.	The	
analysis	of	the	Violinschule	revealed	an	implicit	compilation	of	principles	(or	rules)	for	






























analysing	 their	 application	 in	 a	more	advanced	 study	by	Spohr,	Exercise	66.	Within	 a	
pedagogical	 context,	 the	 Proximity	 and	 Technical	 rules	 regarding	 clean	 shifting	 and	
stability	 of	 the	 hand,	 such	 as	 extensions	 and	 sequential	 fingering,	 dominated	 in	 the	
advanced	exercises.	These	were	considered	fundamental	techniques	by	Spohr	and	were	
coached	 first,	but	 they	were	overridden	when	the	music	called	 for	expressive	playing.	
Furthermore,	 the	 analysis	 of	 the	 exercises	 established	 that	 there	 was	 not	 enough	





























rather	 than	 for	 emphasis	 or	 position-changing	 opportunities.	 Pattern	 rules	 and	
expressive	rules	dominated	 through	 the	 indicated	 fingering.	Therefore,	 the	 lack	of	 the	
chin	rest	had	no	inhibiting	effect	on	Spohr’s	expressive	fingering.	
	
The	relevance	of	Spohr’s	 rules	was	 tracked	 through	generations	of	 teacher-to-student	
transmission	 in	 the	 German	 school	 of	 violin	 playing,	 which	 also	 produced	 some	
unexpected	findings.	The	results	of	applying	the	rules	to	five	editions	of	Spohr’s	Violin	
Concerto	No.	9	demonstrated	how	even	within	the	same	school	of	playing,	namely	the	
Leipzig	 Conservatoire,	 and	 by	 passing	 down	 techniques	 from	 teacher	 to	 student,	





Regarding	 the	Technical	 rules,	 the	rhythmic	 importance	of	 fingering	 in	diatonic	scales	





















Finally,	 the	study	concludes	 that	Spohr’s	 role	with	 regard	 to	 three	of	 the	contributing	
factors	to	the	development	of	violin	fingering	–	namely,	the	violin	hold,	the	influence	of	a	


















the	 compilation	 of	 the	 list	 of	 rules	 has	 established	 a	 starting	 point	 for	 detailed	
comparisons	in	future	projects.		
	
The	 study	 established	 that	 the	 influence	 of	 the	 chin	 rest	 on	 violin	 fingering	 was	 not	
immediately	significant.	If	the	influence	of	the	chin	rest	was	not	immediate,	when	did	it	
start	having	an	 impact	on	 fingering	and	how,	 if	 it	occurred	at	all?	Were	 the	particular	
designs	of	the	chin	rest	a	contributing	factor?		This	warrants	further	investigation.	As	a	
starting	 point	 to	 this	 enquiry,	 one	might	 refer	 back	 to	 the	 divergences	 in	 use	 of	 the	







Lastly,	 the	 study	 started	out	 as	 an	 integrated	PhD	with	a	practical	 component.	As	 the	
analysis	progressed,	the	direction	of	the	study	developed	away	from	the	content	of	the	
recitals.	 Although	 the	 recitals	 no	 longer	 formed	 part	 of	 the	 creative	 research,	 they	
nevertheless	 provided	 valuable	 personal	 insight	 into	 the	 expanding	 performance	
techniques	 required	 for	 the	 developing	 violin	 repertoire	 from	 the	 sixteenth	 to	 the	
twentieth	century.		
	
As	 a	 further	 future	 research	 project,	 a	 completely	 historically	 informed	 performance	
(HIPP)225	 of	 Spohr’s	 Concerto	 No.	 9,	 on	 an	 historically	 set	 up	 instrument,	 would	 be	
insightful.	A	new	thesis,	based	on	sound	samples	of	the	effects	of	Spohr’s	fingering	on	the	
performance	of	the	piece,	would	make	for	an	interesting	PhD	topic.	So	would	executing	
the	exercises	of	the	Violinschule	under	similar	arrangements.		
	
This	thesis	concludes	by	quoting	the	final	farewell	from	Louis	Spohr	in	his	Violinschule.	
	
As	the	Author	must	now	leave	the	pupil’s	further	improvement	to	his	own	exertions,	he	feels	bound	
to	offer	him	a	few	words	of	well-intended	counsel.	My	dear	young	fellow-artists!	You	have	now	
surmounted	the	greatest	difficulties	in	your	walk	up	the	steep	path	of	the	Art.	In	prosecuting	your	
journey,	great	and	 increasing	enjoyments	await	you	at	every	step!	Courageously	press	 forward	
then;	do	not	tarry!	Standing	still	would	be	but	the	precursor	to	your	going	backwards.226	
	
	
	
	
	 	
																																																								
225	Historically	Informed	Performance	Practice.	
226	Spohr,	Louis	Spohr's	Celebrated	Violin	School,	235.	
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